Long the subject of iconographie speculation, the miniature that currently opens the luxurious late-thirteenth-century Psalter-Hours uof Yolande ofSoissons" (New York, Pierpont Morgan Library, M. 729) can now be securely identified as a depiction of the opening scene of the book of Ruth. The iden tification rests on an iconographie peculiarity shared with two roughly contemporary vernacular Bibles, a connection that in itself gives some sense of the textual and pictorial en vironment in which the "Yolande" manuscript was conceived.
depiction of the opening scene of the book of Ruth. The iden tification rests on an iconographie peculiarity shared with two roughly contemporary vernacular Bibles, a connection that in itself gives some sense of the textual and pictorial en vironment in which the "Yolande" manuscript was conceived.
The choice of this extremely rare subject for a pictorial preface to a devotional book created for an aristocratic laywoman in dicates the interp?n?tration of devotional concerns with ideas about marriage, lineage, and the particular role of women in both sacred and family history. Recent research into the origins of the manuscript complements the argument that in select ing a subject from Ruth, the book's creators focused on the female protagonists of the story as idealized models for the book owner's own identity. The iconographie link to ver nacular works suggests further that the viewer was intended to approach the illustration from a position of literate famil iarity with the text, albeit in French rather than Latin, com plemented by interpretative tools drawn from the oral culture of preaching and religious instruction. As such, the miniature challenges medieval and modern categories of literacy and illiteracy and reveals the integral role of pictorial represen tation in both articulating and formulating varieties of re ligious and social experience.
A picture or a series of pictures that are difficult to decode reveals the great gap between even a sophisticated understanding of history and the lived experiences of a given period and place. As Michael Camille demonstrated in his monograph on the Luttrell Psalter, the relations between the images in the margins of medieval manuscripts that appear to reproduce the texture of everyday life and the meanings they potentially bear are in fact unstable, multifaceted, and deeply embedded in an imaginative universe that we can only begin to reconstruct.1 That is precisely why an iconographie riddle? a picture of elusive meaning?exercises such seduction; it promises a view into the strange country of past mentalities and ways of seeing. The picture discussed in this essay poses such a riddle and offers, in its solution, new insight into late medieval experiences of prayer, devotion, gender, and the family.
The picture in question is a full-page miniature at the beginning of the Psalter-Hours "of Yolande of Soissons" in the Pierpont Morgan Library, M.729 (Fig. 1) . The manu script, produced in or near Amiens in the late 1280s or 1290s, is a luxurious volume including the complete Psalter and three full Offices (dedicated to the Virgin, the Holy Spirit, and the Passion), as well as other texts in Latin and Old French, originally accompanied by at least forty full-page miniatures (of which thirty-nine survive), and numerous illuminated initials and marginalia.2 While many of the full-page minia tures are iconographically unusual or even unique, the paint ing that now opens the book is the only one that has not been satisfactorily identified. When Eric Millar assessed the manu script in 1928, he described the subject simply as "man, woman, and two children."3 Others have sought more fully worked-out iconographie solutions. William Wixom, writing in 1967, sug gested that this might be a portrait of the book's intended owner and her family. 4 In her doctoral thesis and subsequent monograph on M.729, Karen Gould supported this interpreta tion.5 Fran?ois Avril has suggested that it might depict Lot and his family fleeing "Nineveh," by which I assume he intends Sodom.6 Both of these ideas are problematic. Though the notion of the painting as a representation of the owner's family is appealing, it seems very unlikely in light of its place in the prefatory pictorial cycle to a Psalter. Such cycles had their own conventions, which did not include portraiture, even in the broadest sense of images meant to evoke the identity of individuals living or recently dead.7 The identification with the episode from Genesis is more plausible in this context? Old Testament scenes were frequently included in Psalter prefaces?but the visual evidence does not support the asso ciation with Lot. Contemporary depictions of the flight of Lot and his family from Sodom clearly show the destruction of the city and the transformation of Lot's wife into a pillar of salt. For example, in both the Morgan Old Testament Picture Book (New York, Pierpont Morgan Library, M.638, fol. 4) and the St. Louis Psalter (Paris, Biblioth?que nationale de France, MS lat. 10525, fol. 9v), the towers of Sodom tumble down and Lot's wife is colored a uniform gray to indicate that she has already been turned to salt. One further strike against the identification with Lot and his family is the fact that Lot has two daughters, whereas at least one of the children in M.729 is clearly a boy, a point to which I will return. Another possible Old Testament subject, first proposed by Belle da Costa Greene in 1934, is the opening scene of the book of Ruth, in which the Israelite Elimelech, his wife, Naomi, and their two sons, Mahalon and Chelion, leave Beth lehem in a time of famine to sojourn in the city of Moab.8 I will call this the Peregrinatio, following John Lowden's descriptive title for this episode in the Bibles moralis?es?
The Vulgate text relates this voyage in bare language: "In the days of one of the judges, when the judges ruled, there came a famine in the land. And a certain man of Bethlehem Juda, went to sojourn in the land of Moab with his wife and two sons."10 Gould objected that "this subject is unlikely" because it does not seem to fit with the extant iconography of the pref atory cycle in M.729 and because it does not resemble con temporary illustrations of the Peregrinatio. At the same time, she allowed that the episode might have provided some in spiration for an otherwise unprecedented secular scene.11 I return to the Peregrinatio as a possible subject for the min iature, addressing the problem of its place in the prefatory cycle, reexamining the visual evidence of thirteenth-century approaches to representing the book of Ruth, and arguing, ultimately, that while the picture does represent the Pere grinatio, it is also, in its way, a kind of portrait. The way it engages with its pictorial sources, the nature of these sources themselves, and the relationship of this miniature to the larger program of the manuscript all speak to the probable inten tions of the book's makers.12 These intentions were closely tied to the imagined audience for the book and to late-thirteenth century ideas about lineage, individual identity, and practices of private devotion.
The Painting and Its Manuscript Context
The miniature on fol. lv depicts four people?large, solid figures that take up most of the space within the architectural frame of the painting. A diapered ultramarine blue ground and, on the left, a perspectivally rendered gate in earth tones establish the setting of the picture. As in most of the minia tures in M.729, the human figures dominate the composition, actors on a shallow stage on which the elements of set design are only those absolutely necessary to the narrative. The figure farthest to the left is a man, standing in front of the gate. Dressed in a long, aristocratic robe with a decorated hem, his hair coiffed in a typical late-thirteenth-century, upper-class, male fashion, and bearded, he is the image of the soign? courtier. He holds his gloves loosely in his right hand, a graceful, casual gesture that adds to the impression of effort less, idealized nobility. With his left hand, he touches the woman, who stands in the center. His fingers flex slightly as he gently presses or squeezes her shoulder. It is an ambiguous gesture, which could indicate either restraint or urging. Nor does his pose resolve the question. His head inclines toward her while his shoulders draw back and his torso thrusts forward, his body thus describing a long arc down toward his trailing right foot, giving his body the exaggerated, swaying posture characteristic of French art of the period.
The woman, her body somewhat obscured by the two children in front of her, sways gently as well, but because of the more erect carriage of her head and the frontal view of her shoulders, she seems more stable and weighty than the man.
Her white wimple and long vermilion dress mark her as an aristocrat as well. While the man seems to hesitate between entreaty and admonishment in his gesture, her pose is less equi vocal. Her hands bracket the shoulders of the two children who move energetically toward the right, while her head turns back to the left, as if listening to the man. Yet if she is listen ing, she is not complaisant; the intensity of the exchange of gazes between these high-bred people betrays a level of emo tional tension rare in manuscript paintings of this period, with their standardized and often abbreviated attention to human physiognomy. The central component in the composition, the woman mediates between the children's headlong enthusiasm and the man's apparent reservations: her body both shields the children from him and connects them to him through his hand on her shoulder. The picture suggests that the narrative will revolve around this woman, a fitting emphasis if she is indeed Naomi, the only one of the four people depicted who survives long enough to play a leading role in the book of Ruth.
Directly in front of the woman, the smaller of the two children has already begun to walk away from the man and the gate. His right leg crosses over his left, and he raises his hands before his chest, as if acknowledging or exclaiming over something he sees beyond the confines of the miniature's frame. The woman's hand on his upper arm may be all that prevents him from dashing ahead, or it may gently urge him in the direction that his gaze already moves. In any case, his attention has already left the frame, and he shows no aware ness of the man behind him. However, the two figures are not entirely disconnected: the youngster's hairstyle and his clothing (a long tunic with an embroidered band at the hem), so similar to those worn by the adult man, indicate his sex, while his di minutive size relates his youth. To the right, a second, slightly taller child, restrained by the woman's left hand, also gazes beyond the boundary of the frame, a movement of attention emphasized by the pointing finger that breaks the vertical line of the frame's innermost colonnette.
If this is the Peregrinado, this child should be another boy, but on close examination, the second child's gender is at best ambiguous. The hairstyle, resembling that of the smaller child, could be masculine, but the addition of a slender fillet or ribbon across the hairline clouds the issue: it closely re sembles the hairstyle worn by the seven maidens of the alle gorical illustration of the Seven Gifts of the Holy Spirit in Master Honor?'s copy of La Somme le Roy, a roughly con temporary manuscript also very similar in artistic style.13 The hairstyle on its own is not enough to cast this child's gender in doubt, as males sometimes are depicted wearing a fillet in this manner. For example, in the Coutumier de Normandie of about 1297, the male figure in the table of consanguinity sports a green fillet similar to that of his female companion (Fig. 2) , and the youthful David wears a fillet in a number of scenes in the Morgan Old Testament Picture Book.14 Above all, the fillet is a feature of the coiffure characteristic of those funda mentally sexless creatures, angels. The coquettish head, now in the Mus?e Cluny but thought to originate from Poissy about 1300, provides a nearly identical example (Fig. 3) . It is, how ever, the garment worn by the taller of the two children that is decidedly feminine. Quite similar to that worn by the adult woman, it bears little resemblance to the robes worn by the younger boy and the man. These fall just above the ankle, while this figure's garment covers the feet. This difference is emphasized by the way the painter has depicted the light colored lining, visible where the skirt flutters open around the hem, revealing the heavy, puddling fabric of the underskirt.
Since this child does not have wings, it cannot be an angel, but if this is a girl, how can the miniature represent the Pere grinatio1. The answer lies in the similarity of this depiction of the subject, complete with its iconographie mistake, to a group of miniatures found in some Old French Bibles produced in the same period and geographic region.
Before turning to the visual evidence that helps support the identification of this miniature as the Perigrinatio, how ever, it helps to see the image in the context of the book in which it appears. As is so often the case with medieval manu scripts, there are a number of uncertainties about M.729, perhaps the least tractable of which is its codicology. back to the character of the Psalter preface, and indeed the whole manuscript, as carefully attuned to the particular con cerns of an individual, as imagined by the book's makers.
The Girl Child: Common Error?
The plausibility of the Peregrinatio as a subject for a full page miniature in a pictorial preface to a thirteenth-century French Psalter rests largely on the fact that this episode would have been familiar to anyone conversant with one of the major categories of book illumination in this period, namely, the so-called Paris Bibles. These were Latin manuscripts pro duced largely in Paris for upscale clients.24 In these Bibles, the Peregrinatio was a standard subject for the historiated initial for the book of Ruth, when one appeared, though it is important to keep in mind that in the vast majority of ex amples, these books were not illuminated, and even in those that were, the book of Ruth most often received a decorated, but not historiated, initial. The iconography appears to have developed in association with the book of Ruth in the most lavishly illustrated of twelfth-century Bibles. By the 1250s that iconography had become fairly standardized.25
The scene appears in the initial / that opens the book of Ruth, and the shape of the letter dictates that Elimelech and Naomi and their sons usually occupy at least two discrete niches in a vertical composition. Both children are quite clearly male in these initials, sometimes even bearded, as is the case in the Master Alexander Bible of about 1220 (Paris, BnF, MS lat. 11930, fol. 116).26 A typical example is the initial from a Bible from northern France of about 1260-80 (New York, Pierpont Morgan Library, M.138, fol. 78v); here Elimelech stands in the upper register, wearing a pointed cap and carrying a stick with a burden over one shoulder, while Naomi, below, shepherds her two children in front of her (Fig. 4) . One of the children has curly hair and wears a belt around his calf-length tunic while the other has close-cropped hair and wears a Elimelech and the child just behind him move strongly to the right, the boy making a pointing gesture similar to that made by the feminine child in M.729. Naomi and the other child look and gesture to the right, though they do not actually appear to be walking. The family moves from right to left, and Elimelech leads, with the male child following his unexpected sister, but otherwise, the details of dress and even the poses of the figures parallel those in the London example. Elimelech leads a girl child by the hand, and she wears a long dress that closely resembles that worn by Naomi. Both mother and daughter wear the same hairstyle and headgear as Naomi in the London ex ample: a band around the forehead is secured under the chin by a V-shaped strap, and the hair appears to be gathered into two rolls on either side of the head, restrained by a snood.
Where did this strange error, obvious to anyone who could read the first lines of the book of Ruth, originate?34 The remaining thirteenth-century witnesses to the tradition of the illuminated BXIII are unhelpful. The Morgan manuscript, with its substitution of an infant for one of the children, may indicate an illuminator, uncomfortable with the erroneous iconography of the other two books produced by the same group, seeking to sidestep the problem. More likely, how ever, this artist was simply turning back to a Latin Bible in which Naomi is depicted carrying an infant, as can be seen in a copy in the Biblioth?que Sainte-Genevi?ve (MS 1181, fol. 80; Fig. 9 ). Unfortunately, two other closely related exem plars, the Sanford Bible and the Bible de Thou,35 have lost their miniatures. However, the placement and size of these miniatures, combined with the textual linkage between these and the other three manuscripts, point to the likelihood of a common source. Of the surviving exemplars, the Without creating an overdetermined visual stemma based on the method of common error, it seems safe to say that the makers of M.729 were familiar with the peculiar iconography found in some copies of the illustrated BXIII.38 Often, ver nacular copyists?or perhaps better said, redactors?were less than scrupulous in their fidelity to the Latin biblical text; John Lowden has pointed out the "unbiblical" and "unscholarly" qualities of the texts found in the earliest Bible moralis?e (Vienna, ?sterreichische Nationalbibliothek, Cod. 2554).
There, he observed, the Old French text introduces the book of Ruth with a double error that "shows a truly stunning lack of knowledge of the Bible." Next to a picture of Naomi, Ruth, and Orpha, the text reads, "Here is a woman named Boaz who has two daughters."39 The girl in some BXIII Peregri natio miniatures likewise reveals an astonishing indifference to or ignorance of the text on the part of the illuminator. It also strongly suggests that these manuscripts were not produced to the most exacting standards, nor were those responsible for making them particularly intellectually engaged with the re lation between text and image.40 This makes it all the more puzzling that the error is repeated in M.729, a very sophisti cated manuscript that draws on a huge range of visual and textual sources, some quite erudite. It seems unlikely that a piece of "bad" iconography would sneak in, unnoticed. be symptoms of deference for, or at least reference to, one of the models that the makers considered? Perhaps the book's owner was meant to recognize the familiar, if confusing, motif of the girl child. As an aristocrat with a modicum of vernacular literacy, as is implied by the manuscript's inclu sion of vernacular texts and rubrics, she was exactly the type of customer the producers of the BXIII had in mind.41 One might even imagine that the error was lifted directly from a book she may have known or owned, a copy of the BXIII with the erroneous girl child, or perhaps a copy, like that in Chantilly, where the sex of one of the children is ambiguous. and not only in the initials of Bible manuscripts. In the first three decades of the century, the book of Ruth received ex tensive coverage in the series of Bibles moralis?es produced for the Capetian royalty of France.45 Each of the four extant early-thirteenth-century Bibles moralis?es differs slightly in its account of the story, both in pictures and in the words that comment on the pictures, but they all share an unprecedented pictorial investment in the book of Ruth. Not only do they contain extended narrative cycles dedicated to the book, some times depicting episodes never before illustrated, but they also include a moralizing corollary illustration for each epi sode, significantly increasing the amount of pictorial material associated with the book when compared with any earlier ex ample. The two earliest manuscripts, now in Vienna (?ster reichische Nationalbibliothek, cod. 2554 and 1179), the first in Old French, the second in Latin, each devoted nine scenes to the book of Ruth, beginning with Ruth 1:6?16, when Naomi attempts to part with her daughters-in-law but Ruth declares that she will make Naomi's people her people, Naomi's God her God. The two slightly later manuscripts, both in Latin (Toledo, Cathedral Library, and Oxford, Bodleian Library, MS Bodley 270B), each contain fourteen scenes, beginning with the first line of Ruth 1:1, describing the famine that drives Elimelech, Naomi, and their sons from Bethlehem. This is followed in both manuscripts by the Peregrinatio.
Both the Toledo and Bodley manuscripts depict the familiar group of Elimelech, Naomi, and their nearly adult sons marching purposefully toward a tall, narrow gate to a city indicated by towers and walls (Fig. 10) .46 As Lowden has observed, they move right to left, instead of left to right, as they do in most of the thirteenth-century Latin Bible initials and all but the Morgan copy of the BXIII. 47 The city gate appears on the left side of the picture, as it does in M.729, and also has similarly exaggerated proportions. But this is quite clearly Moab?the family moves decisively toward it. In M.729, the city represents Bethlehem, for they appear to be leaving it behind, moving off to the right. Differences in the grouping and poses of the figures also suggest the divergent interests in the book of Ruth found in the Bibles moralis?es and M.729. Whereas the Bibles moralis?es depict Naomi and Elimelech almost as one body?Naomi strides along behind her husband, so that we see only the leading (left) contour of her body, her head, and her raised arm?in M.729, careful attention has been given to creating a sense of emotional tension between the two. Indeed, the drama is heightened: Elimelech, instead of confidently leading his family along, hesitates. Unlike the two sons in the Bibles moralis?es who follow their parents obediently, the children in M.729 lead the way forward, striding, gesturing, and looking beyond the architecture of the frame.
In the Bibles moralis?es, the deeper meaning?the moral sense?of the picture need not be embedded, since just below it appears a separate pictorial representation of that sense: Christ and Ecclesia leading the orders of the prophets and apostles in a peregrination of the world. Furthermore, the ensemble of pictures gives a good summary of the complete narrative of the book of Ruth, so that the individual minia Another Dominican concerned with creating tools for preachers composing sermons, Hugh of St.-Cher, explained that despite its brevity, the book of Ruth could be quite spiritually nutritious. In his postils on the book of Ruth, he advised preachers not to overlook this relatively short text.
The Book of Ruth is a small door in terms of the letter, but inside it is filled by the greatness of its spirit. For just as in a nut the small sweet kernel is contained within the outer shell, and as sweet honey is held in the honey comb, or medicinal grain is stored in the granary, so in this little story of Christ and the Church, the sacraments lie hidden.50
In identifying the book of Ruth as the "story of Christ and the Church," Hugh was hardly breaking new ground: this was ex egetical boilerplate, though expressed more poetically than most.51 But it could fairly be said that Hugh, more than earlier commentators, was interested in the social aspects of Ruth, and in keeping with his training and the times, he paid close atten tion to the literal sense of the text. Several times, he elucidated the text by remarking on practices or social conditions current in France in the thirteenth century. For example, he clarified the confusing legal discussion over the right to purchase Naomi's field (Ruth 4:3-7): "Naomi sold the field when she left, under a kind of contract whereby she might get it back again on her return, or under the type of contract where it could be bought back by her closest kinsman, as the law allows in France. 63 The Old French text of this partial Old Testament seems to be a compilation rather than a translation of the entire Bible and did not enjoy the same success as its slightly later and more complete counterpart, the BXIII. 64 The manu script gives two clues as to how mid-thirteenth-century con sumers of such vernacular Bibles understood the book of Ruth.
One is the frontispiece to the book, a full-page miniature depicting six episodes in the narrative (fol. 364v; Fig. 11 The Morgan manuscript's visual rhetoric is earthier and deeply concerned with not just the product but the process of procreation. Expanding the pictorial space devoted to scenes of agricultural labor, the artists of the Old Testament Picture Book gave themselves ample opportunity to allude to fertility.
On fol. 17v, Ruth appears in the upper register carrying a generous sheaf of barley, in fact supporting it against her hip as if it were a fat baby (Fig. 12) . Just across the opening, on fol. 18, we see her arriving home with her apron full of barley corns, held in a plump bundle in front of her belly. In case this allusion to her future fertility fails to make the point, she appears again on the same page, in the lower right corner, creeping under Boaz's cloak by night, while he sleeps on a gigantic pile of barley sheaves. Then on fol. 18v, in the top register, Boaz fills her mantle with barleycorns for a second time?the seeds spill into the fold of the cloak, positioned in front of her lower abdomen. In the other half of the register, she returns to Naomi again with a cloak full of grain (Fig. 13 ). This time she cradles it in her arms like the very newborn, in fact, who had been whisked from her grasp by Naomi in the facing miniature. In the top register of fol. 19 (Fig. 14) , Ruth sits up in bed and gestures toward Naomi, who cuddles the infant Obed while the women of Bethlehem proclaim (Ruth 4:17): "There is a son born to Naomi: called his name Obed: he is the father of Isai (Jesse), the father of David." Through barley, babies, and thinly veiled scenes of insemi nation, this cycle makes visible its interest in the reproductive role of Ruth.
As these examples demonstrate, the literal sense of the book of Ruth?and the moral parallels one might draw with one's own situation?was visually interesting to an upper class French audience in the thirteenth century. In particular, the identities of Ruth as an ancestress of Jesus and as a bride seem to have attracted a great deal of attention. In a royal context, where the heroes and kings of the Old Testament, along with their wives and daughters, served as models for authority and conduct alike, Ruth's appeal makes sense. Par ticularly in the Sainte-Chapelle, where the involvement of Louis IX was direct and incontestable, the personages of the Old Testament were explicitly set out as a kind of mirror of king-and queenship. As Jean-Michel Leniaud and Fran?oise Perrot have observed, the order of the scenes in the windows on the long walls of the chapel is determined only secondarily by the Vulgate order of the biblical narratives they represent; primarily, the spatial logic of the chapel itself determines their order. In particular, the two windows that rise above the king's and queen's oratory niches deal explicitly with themes of male and female royalty. Book, as well as the glass of the Sainte-Chapelle, demonstrates that the makers of this unusual miniature consciously tailored the picture for its prospective audience. In particular, the con temporaneity of the costuming and the finely tuned dramatic tension of the composition suggest that instead of simply copying or pasting together visual sources, the makers of M.729 rethought the subject in terms of inviting a personal and immediate connection with the viewer. That this book was intended for a woman's gaze is clear from the inclusion of female endings in the prayers and from the full-page image of the owner on fol. 232v. The Peregrinatio appeals to this female gaze by placing a strong female protagonist at the emotional and physical center of the composition?Naomi becomes the leading figure of a family drama in which Elimelech's equivocal gesture balances the children's apparent excitement about something beyond the frame. And in con trast to the Acre Bible, where Elimelech wears contemporary dress but Naomi's clothing is more archaizing, here Naomi adopts the tight wimple and veil of a married (or possibly widowed) aristocratic French woman of the late thirteenth century.73 While both the BXIII miniatures and the Bibles moralis?es dress Naomi in contemporary garb, her fashionable headdresses in those manuscripts are less semiotically loaded than the wimple, which facilitates the viewer's identification with Naomi and may allude to her immanent widowhood, giving a deeper sense of the narrative of the book of Ruth.
This extended meditation on the book of Ruth as a whole is encouraged by the iconographie association with the BXIII, and by the miniature's other allusions to a story that extends beyond the depicted tableau, namely, Elimelech and Naomi's fraught exchange of touch and gaze and the children's move ment toward something unseen, beyond the frame. It is very unlikely that an extended narrative cycle dedicated to the book of Ruth once appeared in the pictorial preface to M.729; in a sense, the whole story is already present. The children's excitement is poignant for the viewer who knows their fate, but it also elicits an empathetic response in the devout Chris tian who understands the book of Ruth as having to do with the advent of Christ and promise of salvation. The viewer is invited to identify with Naomi through the shock of familiarity and the emotional content of the scene, and then with Ruth, whose story is implicit in the miniature.
This double identification with Naomi and Ruth makes sense because pictures in private devotional books needed to offer multiple points of entry into spiritual meditation: they were meant to be viewed frequently and repeatedly by the same in dividual over many years. It also accords with important new information about the provenance of M.729 recently brought to light by Alison Stones.74 After a painstaking study of the armorial bearings that embellish the frames of the full-page miniatures and some of the texts in the manuscript, Stones convincingly demonstrated that the original intended owner of at least part of the manuscript was Comtesse de la Table, lady of Coeuvres, probably the stepmother of Yolande de Soissons, lady of Moreuil, with whom M.729 has long been identified. In the full-page owner portrait, the lady wears a wimple like Naomi's on fol. lv, signaling her status as a widow. This would accord with the probable date of the manu script in the late 1280s or 1290s; Comtesse's husband (and Yolande's father), Raoul of Soissons, died of dysentery along with Louis IX on the seventh crusade, in 1270. 75 Meanwhile, Yolande's husband was alive at least as late as 1302. 76 Stones reconstructed a history for the book that accounts for the peculiarities of its heraldic program and its exceptional abun dance of text and image, arguing that it began in fact as two separate books commissioned from the same group of scribes and painters, a Psalter for Yolande of Soissons, and a book of hours for her stepmother, that were skillfully combined when both books came into Yolande's hands, perhaps after her stepmother's death.77 If this was indeed the case, and regard less whether Comtesse was alive when the books were amal gamated, the inclusion of the Peregrinatio takes on greater meaning in the complex web of family relations surrounding such an event.
Both Ruth and Naomi propose ideal formae for wives, widows, daughters-in-law, and mothers. The two of them, in fact, catalogue most of the important social and familial roles fulfilled by aristocratic laywomen in the thirteenth century, with one important exception, that of daughter. Ruth was a terrible daughter to her own parents, whom she rejected The inclusion of a visual reference to the book of Ruth serves to temper the manuscript's heraldic emphasis on bi lateral kinship and reminds the female viewer of her primary responsibility to her husband's lineage. Illuminated prayer books such as M.729 were frequently commissioned to cele brate marriages or the passage into widowhood, and they tended to be inherited as part of a woman's bequest quite often to another woman in her family (for example, a step daughter or a daughter-in-law). In this respect, they reinforced* the connections between generations of women connected to an agnatic line. Thus, if Stones is correct, Comtesse de la produced by the same constellation of artists and scribes), were women who played nonnormative genealogical roles in terms of an idealized agnatic lineage in which property passes from male to male, and women's only role is to propagate the male line: Comtesse de la Table, Texas, Austin, 1975 and that the closest connection between M.729 and the BXIII manu scripts might in fact lie here. On examination of the miniature, how ever, I find that the two children are clearly rendered as male.
38. The "Lachmann method" or the "method of common-error" describes the approach to establishing textual stemmata and editing premodern texts attributed to the nineteenth-century German philologist Karl Lachmann.
Although current philological scholarship tends to reject the positivist assumptions that generated the method (e. 48. An excellent example of how devotional books figured in this imitative practice was explored by Judith Oliver in the context of devotion to the
